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INTRODUCTION

The author began his for mal studies toward attainment of an
advanced degree in November o f 1961.

However, the decision to perform

a recital was not made until summer, 1965.

The desire to improve

performance abilities to the point of excel lence on at least two
instruments was the deciding point in favor of a recital .

A mor e

important motivating factor, related to this point of achieving
excellence, was the desire to become a better teacher.

It is well

understood that a teacher ' s performance on an instrument can inspire
students to become better performers.

It is a necessity to be able

to demonstrate competence and technical facility on at least one
instrument and those related to it .

It was decided , at first, to perform two solos on each of three
brass instruments: th e trumpet, French horn and baritone horn .

With

help from Professor Alvin Wardle, lit e r at ure was reviewed, selected ,
and a program of daily practice , principal l y upon the trumpet, was
begun .

Much beneficial instruction was received from Professor

Wardle.
When considering the French horn as a performance instrument ,
certain embouchure problems involved in transfer from the trump et to
the French horn had to be analyzed .

Rather than spending time in

developing a new embouchure for French horn, it was decided that the
same time could be spent more beneficial l y improving trumpet
v irtuo sity and competence on the b ar itone .

For several years the autho r has taught both instrumental and
vocal music in the public schools .

Because of a lack of formal

training in the vocal area , many hours were spent during the inter vening years , since graduation , in vocal clinics and private study
to help improve teaching methods ,

Dr. Alma Dittmer , voice instructo r

at Utah State University during the summer of 1965 , suggested that
some vocal numbers be included on the Master's Recital .
sibi lit y had not been previously considered .

This pos-

However, as a result

of Dr . Dittmer's encouragement, it was decided to perform both
instrumental and voca l selections.
Inasmuch as Dr. Dittmer was in Europe during the year of recital
preparation , Professor Merle Puffer was engaged as private vocal
instructor .

Professor Puffer's exceptiona l vocal background in

operatic productions, both as a performer and producer, and his own
vocal study under prominent European and American artists, enabled
him to be a very effective instructor .
The justification for becoming involved in two performing areas
on the same recital could be based entire l y on the technical growth
of the individual , in his preparation a nd the consequential effect on
his ability to perform with credit in both areas.
ever, other reasons .

There are , how-

There has been a tendency in the music field ,

as in other fields , f or a high degree of specialization .

A music

teacher must not be limited to one medium in his efforts to promote
music education .

This is often the case and the author has felt

this limitation in his own past teaching experiences .

We are con-

tinually concerned with the problem of teaching aesthetic sensitivity

effective ly , yet limit our effectiveness by the narrowness of our
own preparation in one area .

As a r esu lt of the current concern in

raising academ ic standards in music education , many music educators
may find themselves in teaching situations in which they will not
know e nou gh about music and will be limited by a narrow philosophy .
The concentrated effort over the past year to become a mor e
competent performing musician , gr eate r involvement with vocal literature, and exposure to new int erp r et ive insights should increase the
author ' s effect i veness as a music teacher.

ANALYSIS OF LITERATURE

Fantasie

~

Mi Bernal by J . Ed. llarat of the Paris

Conse~~atory

of Music , is truly a fantasie; whimsical, joyful, and exuberant.
Althou gh the solo does not demand extended range or endurance , it
does present a challenge to the performer to ma i ntain its capricious
nature throughout its performance.

To allow the tone to become too

dark or mellow would not have been satisfactory nor would too bright
a tone create the effect desired by the composer .

There has to be

that precise balance of brilliance and richness, accompanied with a
light tonguing sty le and a flowing, eve n fingering technique without
heavy pulsation to achieve the effec t wanted.

Much of the difficulty of tone placement and proper interpreta tion was worked out in the first few lesso ns with the instructor,
Professor Alvin Wardle .

Although much more time was needed to

develop endurance, accuracy , and desired flexibility, the performer
felt these first few lessons with Professor Wardle were very rewarding .

Some of the details of problems discussed will be mentioned

lat er .
Fantasie starts out with a fanfare type of introduction in common time which in the first two bars seems to foretell a noble , color ature type of solo .

But this first effect is misleading, for im-

mediately in a short cadenz a one senses an attempt to break away
from this impression.

The Andante immediately fo l lowing is in 6/8
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time and sets up the true character of the solo.

It a l so in troduces

the r hythmic and melodic motive that t h e compo se r int ends to work
with throughout the piece .

The Andante ' s melody is very flowing and

lyrical and, although rhythmic , must be played with l egat o tongue
and allowed to move along freely with a sweep ing motion.
After a

short ~

vivo , in which more precise tonguing and

articulation is required and in which a two octave run from low G
concert to G above the staff occurs, a restateme nt of the fanfare
follows as if the composer might now give us the bravura so l o he
promised in the opening measures.

But, instead, the solo modulates

to its paral l el ma jor and moves into a sc herzo allegro in 3/8 time ,
achieving even more of the gaiety and free abandon hint ed at in the

~The Scherzo section of the so l o introdbced one or two problems
which the author had considerab l e difficulty overcoming .

The nature

of the rhythmic motive , an eighth note fol lowed by a quarter not e,
made it imperative that the first note come precisely on the pulse .

The performer had a tendency to anticipate and rush the pulse creating a distasteful effect.

Then, when the performer attempted to

be more accurate, he found that the tendency was to attack the eigh t h
note too hard and not give it the proper value , lo sing tone quality
as well .

The desired effect was achieved by softer tongue stroke

and playing the eigh th note as if it had a stressed sustained mark
above it .

Some of the sixteenth note runs in this section presented

some difficulty because they involved the weak third finger in
second and third va l ve combinations.

The difficulty arose in trying

to keep the even flowing f ingering sty l e needed .

6
The Scherzo section moves freely and smooth l y, though briefly ,
through several keys: beginning in Eb major to C minor , Gb major ,
D major , F major , then into the finale returning very firmly to Eb
major, ending with three final cadence notes on dominant , tonic ,
tonic .

Prelude

~

Ballade by Guillaume Balay was the next solo per -

formed on the trumpet by the author .

Information on the composer

could not be found in any of the source books available to the author ,
so he found it necessary to quote the following directly from the
Recital Report of Darrell Lund :
Guillaume Balay has contributed an outstanding series of works
for horn , trumpet , flute, oboe, wind ensembles, piano and

orchestra, published between 1912 and 1938.

He was for many

years Professor of Cornet at the National Conservatory of

Music in Paris , France.
Prelude~

(6 , p . 6)

Ballade is a deceptively difficult solo .

Its dif -

ficulty lie s not in the generally mor e obvious technical aspects ,

although good fingering technique , lip flexibility and tonguing
facility is necessary , but in the more subtle interpretive insigh t s

that must be developed .

The performer had no particu l ar difficulty

reading through the solo the first time .

So far as range or e ndur -

ance is concerned, it seemed not to be particularly demanding ,

It

ascends to a few G's and A ' s above the staff , but there are enough
piano interludes interspersed so that the performer's lip , when in
condition, can recover very nicely when it becomes tense or tired .

The Prelude section of the Ba l ay solo is very noble in effect ,
a fitting setting for the tone of the trumpet .

This section should

be played with a full resonant quality, with particular attention to

sustaining that quality through the phrases .

The performer had a

tendency , at first , to "back off" as he approached the end of a

phrase or the end of any sustained tone .

Although there was no

change in pi tc h, the change in tone and dynamic quality was apparent
enough to give an apologetic fee ling where a majestic nobleness is
r e quir e d ~

The author, at first, found it necessary to consciously

r emind himself to exert more diaphragm support until the desired
effect became an ingrained habit.
The only technical problem o f any consequence encountered in

this secti on was the playing of a 32nd note decuplet which occur s
twice .

The difficulty arose in timing the ten notes so as to ac-

complish a smooth execution of the run in the short time allotted .
Three not es occur in an awkward sequence at the speed required .

These are: Eb, D, and Ab in that order.

The Ab was not part of the

run but the note immediately following.
Although the composer indicated dy namic markings throughou t
this sec tion , it was found that if they were used literally it be came distorted, over- emotional and in poor taste .

It was pointed

out by the performer's instructor that much of the expression that

is intended by the composer is built into the solo and that an
alertness to the subtle hints present will dictate the expression
desired .
This very important approach to correct interpretation is support ed by Christy in the vocal section of a "Utah Music Educator"
magazine .

He says:
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There is a lways a boundary of good taste in style and
tempo beyond which expression cannot extend without distortion .
Fine interpretation requires a balance between the intel-

l ectua l and the emotional . A purely intellectual approach
results in dry and unint eresting expression, while exclusively
emotio nal approach may result in wild flights of fancy, l ack
of restraint and in distortion.
Expression should be honest, sincere, simple and direct
in trying to reveal the deepest intent of the composer. (2, p. 9)
A problem that plagued the author consistently in the Sallade
section of th e Balay solo was that of rushing the sixteenth notes ,
not only in sca l e runs but also where they were coupled with eighth
notes .

The rhythmic pattern of an eighth note fo llowed by two six -

teenths on each pulse of four measures in 2/4 time caused the great-

est difficulty.

The performer found himself rushing the sixteenths

and arriving at the next pulse too soon.

This was followed immedi -

ately by scale runs both ascending and descending.

Here again the

performer consistently "crowd ed " the beat.

The effect was very un-

musical and a l so resulted in missed notes.

The instructor pointed

out that, in each case, key notes that outlined a melodic line,
within the sixtee nth note structures, were being overlooked and that

the performer should emphasize these notes and de-emphasize the
int ervening sixteenths.

The result was an immediate resurrection

of the lost tonality and establishment of a consistent tempo .

This

technique had to be used cautiously, however , for the extreme in the
opposite direction would have beP.n

~s

unmusical, resulting in a loss

of the motion and lightness required .

Baritone

Stars

in~

Velvety

~

by Herbert L. Clarke and Solo

de~
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by Georges Hue were the two final solos on the author's recital and

were played on the baritone.

Although both solos were written for

cornet, they adapt very well to the baritone.
Herbert L. Clarke was one of the greatest cornet players in the
development of cornet-trumpet playing as an art expression in
America.

He is recognized today not only as a great virtuoso but

also as a great teacher and composer for the cornet.

Dr. Noble, in his book The Psychology of Trumpet Playing, has
this to say about some of Herbert L. Clarke's accomplishments:
Clarke traveled over 800,000 miles with different bands and
played more than 6,000 programed solos, including 473 in one
season (not including encores). Clarke's golden tone,
phenominal range, impeccable technique, and fabulous e ndurance
made him a living legend . As if this were not enough, such

delightful solos as Southern Cross, Bride of The Waves , Sounds
From the Hudson, From the Shores of the Mighty Pacific, Showers
of Gold, The Debutante, Carnival of Venice, and Stars in a

Velvety ~ (the later dedicated tc;' Sousa) conti~odefine
a high standard of virtuosity and musical taste for present

day cornetists. (7, p. 20)
Herbert L. Clarke was born in Woburn, Massachusetts, in 1867

and died in Los Angeles, California in 1945 at the age of 77.

He

was the fourth son of a prominent organist and composer, Dr . William

H. Clarke .

He was primarily a self taught cornetist as his father

disapproved of wind instruments.

He played in the famous Gilmore

band and served twenty years as Cornet Soloist and Assistant Conductor with Sousa's Band.

Hi s playing experience also included

service with civilian bands l ed by Victor Herbert and F. N. Innes
and as symphony trumpeter at the Metropolitan Opera under conductors
Damrosch, Humperdinck and Seidl .

He served as consultant with the

Holton Band Instrument Company, became conductor of the Anglo-Canadian
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Concert Band in Huntsville, Canada, and served until his retirement

as conductor of the Long Beach Municipal Band (7) .
Stars

in~

Ve lvety

~

is not a theme and variations type of

so lo as many cornet solos of Clarke's e ra were, but it do es l eave
one with this impression because of its virtuostic coloratura style .

It uses many of the poular devic es one will find in other popul a r
so lo s of Herbert L. Clark e 's: cadenzas, s i x teenth note arpeggios out-

lining chords of thematic mat e rial, tripl e tonguing on a melody line,
turns, a nd mordents .

Each of these devices introduces it s own

technical problem.
Much time was spent on this s olo in each of several sessions
with the performer's instructor .

Most of the time was spent trying

to establi s h a satisfactory interpretation of two sections that
would seem to sat isfy the int e nt o f th e composer.

The first section

involves s i xtee nth notes single tongued in a ballad type of me lod y .
It i s marked "Gusto.

11

At first glance th e performer assumed he could

play it through with fairly brilliant exec ution and that the effect
would be exa ctl y what the composer wanted .

Howeve r, it was soon

discovered that this approach, es pec ially on the baritone , gave it a

stinted, me chanical effect.

Part of th e prob l em was due to a fail-

ur e to change the tonguing style from that us e d on the trumpet
which , of course, hecomes too hard a nd exp losive on the bari to ne.
It i s hard to describe the changes in exec ution of the not es in t h is
sectio n that were advised by the instructor to ac h ieve a mor e arti stic effec t .

Certain lib ert i es with intensity of tone and tempo were

t ake n by the performer to achieve a sty l e in this sect ion that he
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hoped would produce a mor e satisfactory effec t in the actual pe rformance.

The third section involved the age-old problem of proper play ing of dotted e ighths and sixteenths.

Even when the performer felt

that he was playing the sixteenths short enough the effe ct was still
in poor taste.

The instructor pointed out that the problem was not

that the sixteenths were not short enough, in t his case, but that

they did not seem to move into the dotted quarter, that the tonguing
was too hard and that a more legato sound would have to be achieved,
using the sixteenths to set up the dotted eighths which a r e the
principal me lody notes.

Another problem e ncount e red in thi s sec tion

was th e problem of sharpness on the concert F and G above the staff .
The tendency was to pinch, which actually was a problem of transfer
from the trumpet, when becoming tired.

This problem seems to be

ge neral on all brass instruments , and one to be overcome by a ll brass

players.
The only other technical problem of this solo was th e proper
exe cution of the triple tonguing.

It was found that, to achieve an

eve nnes s of execution, the second note of each set of triplets must
be stressed much in the following manner: tu-Tu-ku, tu-Tu-ku , etc .

Triple tonguing tended to become more blurred on the baritone than
on the trumpet unless articulated correctly.

This is like l y due to

the much l arge r mouthpiece and bore of the baritone .

The solution

to any tongu ing problem on the baritone is not necessarily in the
tonguing movements themselv es, but rather in the concentration of
the air stream.

Of course, tongue placement is also important .

should achieve its function and get out of th e way.

It was noted

It
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that if the air stream was kept moving and the lips vibrating many
of the tonguing prob l ems were reduced.
Solo De Concert, the second solo performed on the baritone, is

a revision by Georges Mager of a solo composed by Georges Hue.
Georges Hue was a French composer.
died June 7, 1948.

He was born May 6, 1858, and

He studied under Paladilhe and Reber at the Paris

Conservatory and won, in 1878, the Grand Prex De Rome for composi-

tion.

He succeeded Saint-Saens as a member of the Academy des Beaux-

Arts.

He was a master of the art of musical color, and also remark-

ably skillful in the development of his ideas.
larly in works of an elegiac character.

He excelled particu-

He wrote several operas,

Ballet Pantomimes, incidental music, one symphony and a romance for

violin and orchestra (5, Vol . IV, p. 397).
Solo De Concert is a particularly good example of the composer's

skillful development of ideas, mentioned above.

The composer intro-

duces in the first measure the principal motive of the solo, couples
it with flashing cadenzas, expands and diminishes the intervals and

in other ways, such as rhythmic expansion and diminution, exposes

this motive, all very majestically, as the principal theme of the
composition.

Another theme appears halfway through the Maestoso

and in some strange way even this reminds one of the former theme.
The composer uses diminution of the theme in the Scherzo, moving into

3/4 time at vivace tempo.

It then moves into a mo l to vivace in 2/4

time, ending much the way Beethoven or Haydn might have ended it.
This solo adapts very well to the baritone, staying well within its effective range .

There were some fast passages in the Scherzo
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section that were challenging, but with some drill, worked out very
nicely.

In fact, the performer felt much more secure playing this

solo on the baritone than on the trumpet.
There were several places in the so lo that presented intonation

problems, particular l y in the Maestoso section.

The melody line in

this section often involved large skips which the performer had a
tendency to play inaccurately.

On a descending octave, which

occurred twice, the tendency was to flatten.

There were several

skips of sixths and sevenths which required very carefu l listening .
The final note of the solo, a middle C approached from the higher
octave, should be played with a full solid quality.

In approaching

the note from above, and in attempting to keep a so l id sound, the
performer usually played the note too low making it necessary to use
the compensating device on the instrument to bring it up to correct

pitch.
One thing the performer noted during the preparation of this
numb e r was the temptation to al l ow the expression to become over

emotiona l and me lodramatic in the Maestoso section.

The only solu-

tion was to play this section fairly straight, for much of the nec essary expression was part of the solo.

In the Scherzo section the

best effect was achieved by keeping a fairly strict tempo, tonguing
light l y, being careful to sustain key notes, particularly at phrase
endings, and consciou sly keeping the tone "spinning" through the
horn.

This solo was selected as the fina l number of the recital principally because of its audience appea l.

It sounds more difficult
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than it actua lly is and, when played we ll, is very impressive.

The

ending of the so lo also made it more desirable for a final number
because of the fact that it avoided ascending to a high note as many
others, including the Clarke solo, do.

This eliminated the chance of

fatigue causing the final note to be missed as has happened to the
performer on some occasions.

B cc ~us e

the author had had little formal vocal training it was

necessa ry that he select lit erature that would challenge but not be
out of the range of his abilities.

When he began his study with

Professor Puffer it was decided that he would make his selections
from the following: Mozart arias, Italian songs and arias, and
American folk songs.

These se lections were obtained and immediat e

study begun.
It was decided by the performer and his instructor that the
probable se l ections to insure the most satisfactory growth and most

pleasing results would be two of the Italian songs.
selected were: Come raggio di

~

dal Gange by Alesand ro Scarlatti.

The two songs

by Antonio Caldara and Gia il sole
Both songs were exce ll ent for

development of breath control and a n easy lyric sty l e of singing.
Antonio Caldara was a prolific composer of operas, oratorios,

sacred dramas, and other church music .

He composed some music for

strings but principally his achievements were in vocal music, having

composed over 100 oratorios and operas.

In his religious works he

is said to have combined the best of Venetian choral styles with the
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me lodic sty l es of Naples.
influe nc e upon Haydn.

It i s sa id that this style exercised an

He was born in Venice in 1670 and died in

Vienna in 1736 (5 , Vol. II, p . 19) .
Co~

raggio di

~

requires an express ive delivery with sus -

t a in ed tone production and tone placement a must .

The tempo is

quit e slow with the accompanime nt in eighths suggesting a pizzicato

effect .

This results in a measured rhythm which occurs throughout

the piece .

The opening measur e co ntains repeated tones for the vo ic e ,

an effect 1vhich demands a car ef ul delivery in order to give th e
fee l i ng of a flowing sustained tone r at he r than broken qu ali t y .
This a l so involve s distinct e nuncia tion and a well controlled
crescendo .

In th e middle of th e s ong a l ong crescendo occur s on a

s ustained A f or two and one-half meas ur es.

This places artistic

demands on the performer for contro l a nd expression .

A similar

cresc e ndo i s ca lled for eight measures before the close on a l ow D.
It was d i fficu lt for the performer, in tr y ing t o get power in these
cresce ndos and other similar places in the so ng, to keep the tone

from becoming r ough and har s h .
One spot in the song which placed technical demands upon the
performer occurred in the 16th and 17th measures and inv olved l ea ps
to third s pac e C and an octave l eap f rom low D to fourth line D.

The

difficulty li es in achieving a ccur;:~c y and not allowing the mu scles
o f the thr o at to "grab" and cons tri ct the ton e.

Al esandro Scarlatt i , compos e r of Gi a il so le dal Gange, was born
in Palermo, Italy, in 1660 and died in Naples in 1725 .
probably a s tud e nt of Caris s imi .

He was

He was one of the most not a bl e
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musicians of his time, fou nd e r of the Neopolit a n Schoo l of the 18th
century, famous as a composer a nd teacher, a ski ll ed playe r on the
harp and the harp s ichord , and a not able singer .

He is not ed chiefly

f or hi s op e ras but he is also no ted as the greatest and probably
l ast of the great writers of chamber cantatas.

Over five hundre d

of hi s cantatas have come down to u s representing every period of
his li fe a nd a lso th e highest inte ll ectua l achiev ement of each period
( 5, Vo l . VII, p. 446-452 ).
Scar l atti is one of the mo s t important f i gures , not only in
the history of opera , but in t he e ntir e hi s tory of mu s ic. He
is t he mo st important of that group of composers who succeeded
the first pioneers of the monodic s t y l e, bas ed upon the modern
tona l system, and who mold ed a nd developed a music idiom which
served as the l anguage of mu s ical express ion down to Beet hove n . (5 , Vol . VII, p . 449)
Gia il s ol e dal Gange is a graceful numb e r in the style of a
canzonetta, a fo lk dance in triple meter.

This so ng was se l ected

pri nc ip a lly as a contrast numb er to the Caldara selection.

It is

in a fair l y rap id tempo a nd invo l ves in it s opening me as ure three
pai r s of tied eighth note s wh ich immediately present th e po ssib il i ty
of two troublesome items, name l y jerkiness and unc er tain intonation .
Th is eighth note figure occurs fo ur times as the song is in ABA form
a nd has two vers es .

They should b e sung in a smooth, graceful style ,

with each not e receiving the same value and also the same weight of
to ne.

The B sect ion melody i s prin cip~ lly composed of word sy ll a bl es

on quarter notes occurring with a grad ual crescendo for five measur es .

It is ver y easy at thi s point, unl ess great care is ta ke n ,

for the effe ct to become very punchy .

Simplicity, ease , and atten-

tion to pure tone are point s to receive special atten tion in this
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song .

It is a l so necessary that although a few places in the song

suggest a robust, v iril e quality of tone and sty l e, that the majority
of the song shou l d be sung with a re l axed, natural , lyric quality ,

RECITAL PREPARATION

When preparation s bega n for hls reciLa l , t h e a ut hor did not

anticipate any ser i ous problems which hard, diligen t practice would
not overcorne4

He had always felt that his training on the trumpet,

in his youth, had been adequate and had felt some pride in the fact
that he had a litt l e better than the average fingering and tonguing
technique.

There had always been an endurance prob l em and his play-

ing in the upper register l eft much to be desired, because of intonation problems and thinness of tone.

However, these problems had

been attributed to lack of adequate embouchure strengthening and no
thought was given to other possible causes .

Recital preparations

began with the assumption that after a few weeks of strenuous prac tice he could be ready .

However, after his first few lessons with

an observant , analytical instructor, the task ahead and the problems
he must overcome became much more apparent.
Good cornet-trumpet tone production is based upon the success fu l coordination of several variable elements .

It was soon found ,

with the help of the i nstructor, that some problems ex i sted with
each of these elements.
The instructor's first observation upon hear ing the author play
was, " It sounds as if you have been p l aying in a s ma l l room all of
your l ife, that you are afraid to let go. "
ished, " Open up, bl ow th·rough your horn~ "

He cont inual l y admonThis was, of course,
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referring to proper breath control and support of tone .

Upon closer

obs erva tion } it was immediately discernible that the performer was

going through the motions of good diaphragm breathing but was using,
unconsciously , varying degrees of throat and tongue constri ct ion
over the entire ra nge , but particularly as he attempted to reach

notes above the sta.f.f .

In end eavoring to reach high tones he had

been doing so with a constricted throat and by raising his tongue to

increase the velocity of the air , which is l egitimate to a degree but
which, in his case , was overdone .

To correct this problem the in-

structor suggested that several scales and arpeggios be played in
the warmup period each day, using only the diaphragm to attack the
notes ,
An article by Maurice Falkner appeared in The Instrumentalist
magazine , short l y after this first l esson, describing this same
problem and supporting the procedur e of correction.

Mr. Falkner

says:

This type of trumpeter places the tip of his tongue
immediately behind the upper lip at the lower edge and with a
certain amou nt of wind pressure from the lungs, a limited

amount of arm pressure against the lips and the forceful tip
of the tongue , is able to squirt out a high tone with some
vigor a nd accuracy .

. . . an embouchure of this typ e usually lacks the
flexibility so essential to fine tone quality and ease of
maneuverab ility on the instrument .
. . . One way to overcome this problem, and an a id in
building a finer lip strength and co ntrol , is the development of what some musicians call a diaphragmatic attack . This

is a purely breathed tone, thinking the syllable "hoo" as one
does when he shistles . (4 , p . 74)
The instructor had also point ed out that th e performer was not
centering his tone , that the majority of th e notes were being played
on the sharp side of their tonal center.

This, of course, was
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producing a thin tone, one which lacked the characteristic resonant

quality wanted.

This probl em can be attributed partly to th e tongue

and throat problem already mentioned .

But the primary fault lay in

a poorly conceived tonal concept and poor listening habits on the
part of the performer , for if hi s tonal concept were clear , with a
little exper imenting he should have made the correction much earlier
in his playing career .

Within a few weeks, as a result of correcting the breathing,
embou chure and cen tering problems, the tone had improved a great
deal .

The author decided, at this point, he must change mouthpieces.

He had known for years that the mouthpiece he used was too shallow,
had much too wide a rim and was too small in circumference to produce

the best tone.

This mouthpi ece had bee n chosen for him very early

in his training to facilitate and acce l erate the extension of his
range upward.

Changing mouthpieces can be dangerous, for it involves an adjustment in the embouchure .

Surprisingly, by careful, well spaced

practicing, the adjustment was made very smoothly to a mouthpiece

with a larger and deeper cup but narrower rim .

The resulting im-

provement in tone and flexibility was very satisfying, for the
p erformer 's tone improved steadily as his embouchure strengthened .
Bachlt who has combined e ngin eering skills with musica l knowledge
to design fine mouthpiec es for brasses, says the following concerning

prop er mouthpieces :
A suitab le mouthpiece will enable the brass player to
produce a rich volume of tone while exercisi ng full
control over the entire register of his instrument .
(1 , p . 17)
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Conc er ning teacher selection of mouthpieces for s tudent s , Mr.

Bach says:
He should not be concerned so l e ly with choosing th e
mouthpiece with which the pupil can produce the high tones mo st
eas ily, for the easy way i s not necessarily the correct way.

He should first consider how to get a good solid sound
throughout the entire regi ster.
The easy way is to u se a sha llow mouthpiece with a s ma ll

c up diameter and a very wide rim , wh ich e nables the student

to j am th e high r eg i ster without training his lip muscles .
Jamming the middle a nd high tones prevents the muscl es
from work ing freely a nd tends to cut off the blood circulat ion .

There i s only one way to acquire a beautiful, rich,

quality of tone and that is by using as little pressure as
possib l e a nd by contracting the lip muscles for the high
register. By using light pressure, th e lip muscles can be
contracted a nd relaxed free l y .
For this purpose I always recommended a mouthpiece with
the l argest possible cup diameter a nd a med ium wide rim.

Then the player cannot pinch out the high tones, but is
forced to u se his lip mu sc l es correc tly. (1, p. 17)
Because the author was accustomed to

sti ll tended to use too muc h pressure.

11

jamming" high not es , he

In the sol o Prelude Et

Ba ll ade, in the Ballade section, severa l notes at the rapid tempo
occasionally wou l d fail to respond.

This also occurred in the

Sche r zo sect ion of Fantasie En Mib, on a n ascendi ng sca l e figur e

to high Bb.

To help counter thi s te ndency to jam the top lip, the

instructor suggested that the mou thpiece be pivoted slightly to
transfer pr essur e to the bo tt om lip.

The performer experimented

wi th t hi s a nd found that a s light transfer will definitely help a nd
tha t many of the upper notes wi ll '1 come to life.

The above action serves two purposes.

11

First of all , it frees

th e top lip to v ibrate more eas ily a nd brings mor e lower lip into
the mouthpi ece to he lp diminish the size of the ape rtur e for b et t er
achievi ng of the high not es .
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The following excerpts from The Psychology of Cornet and Trumpet
Playing, by Dr. Clyde E. Noble, substantiates the practicality of
this approach to the problem.

The excerpts concern an experiment by

R. D. Weast described in his artic le, Brass Performance (8).
Weast has conducted stroboscopic observations of the behavior
of the two lips inside transparent plastic mouthpiece::; which

show significantly greater activity for the upper than for the
lower lip. He found that the upper lip vibrated freely in al l
registers whereas the lower lip tended to be immobile in the
upper register, increasing its regular pulsations only as the

lower register is approached .
... Its major function seems to be the
aperture size rather than vibration as
. . . We conclude, therefore, that the
vibrations in brasswind p erformanc e is

the upper lip.

control of the
such .
primary source of
the red membrane of

By controlling aperture size, the lower lip

produces changes in air compression and air velocity. (7,
p. 58)

As breathing habits and the other e l ements of good tone production improved, the endurance problem became less prominent, for
endurance is directly dependent upon proper breath support and
embouchure conditioning .

It became more apparent, however, that the

performer, in order to increase hi s endurance potential, must
establish a warmup and practice routine with systematic use of good
materials that would gradual l y increase his effective range and
strengthen the embouchure.
Adherence to a well establis hed practice routine is necessary
for successful playing achievement so the routine of practice-rest,

practice-rest schedule advocated by Dr. Noble in his book referred
to previously, was adopted.

The theory behind the practice-rest,

practice-rest routine is that it allows blood to circulate through
the lip s to rejuvenate the tissues and allows the fatigue of the lip
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muscles to dissipate.

The idea is to rest fo r a period of time

equal to that required to play the exercises.

Clarke's Technical

Studies (3) provided excellent material for effect ive practice .
These studies were used principally to develop lip flexibility,
fingering precision, breath support and range extension .

Baritone

Many of the problems of good tone production on the baritone
are similar in nature to those encou nt ered on the cornet or trumpet,
for the principle is the same.

The basic embouchure formation is

the same and the necess ity of good breath support and tone centering

applies to the baritone as well.
The acoustica l properties of the baritone make it more simi l ar
to the cornet than to the trumpet for it is mainly a conical tube

whereas the trumpet is cylindrical.

Its tubing is the same l ength

as the tenor trombone, therefore its open fundamental is the same.
This p l aces it in a register which is normally scored in the bass
clef .

However, music is often written for it in treble clef because

of the popular practice of transferring cornet and trumpet players
to the baritone.

Its three valves lower the open fundamental in the

same way as the cornet or other va lv e instruments.

Its tone is

mellow, rich and sonorous in comparison to the trombone ' s more

brilliant quality.
The problems that might occur in transf erri ng from one instru ment to another were considered ear l y in the recita l preparation .

Although the basic embouchure is the same , the problem of making a
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rapid adjustment during the recital was of chief concern .

The bari-

tone embouchure is decidedly looser and more relaxed than the
trumpet embouchure so a corresponding adjustment in the muscles

involved had to be made .

The difference in size of the mouthpieces

and the obvious difference in speed of lip vibrations created some
problems in producing the quality of tone desired, but adopting a
good warmup procedure on the instrument to which the transfer was

made facilitated a rapid adjustment .

It was decidedly easier for a

quick adjustment from the trumpet to the baritone than in the opposite
direction, so plans were made to place the two baritone solos l ast

on the program.

Muscle fatigue seemed to have less effect upon the

tone of the baritone, and of course it was much easier to adjust the

lips to the larger mouthpiece of the baritone after playing the
trumpet, as there was much less swelling of the tissues of the lips .
The strengthening of the baritone embouchure was much the same
as that of the trumpet; in fact, the same studies were used in practicing upon both instruments.

mainly that of tension.

The difference in the embouchure was

The quality of tone desired on the baritone

demanded a much more relaxed feeling in the face muscles.

There was

also more of a feeli ng of converging of the lips into the mouthpiece ,
of reaching to make co ntact with the inside edge of the rim,
particularly in the higher register .

The performer had difficulty at first in centering some tones
and would produce a " garbled " effect.

To correct this problem the

instructor had the performer bring more bottom l ip into the mouthpiece and aim the air stream higher.

However, the most consistent
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pitch probl em involved notes in the upper register.

The reason f or

this is principally becaus e of the greater amount of air required to
play the baritone and th e r es ultant tend ency to compensate wh en
go ing higher by pinching.

Other pitch problems involved the char-

acteristic problems resulting from the acoustical properti es encountered in all valve instrume nts.

Most of the lessons during preparation of the vocal numb ers for
the recital were s pent endeavori ng to develop an effortless, unrestricted sty l e of tone production.

Some wrong concepts of to ne

production had to be erased a nd new ones formed.

To fulfill the condition s of good singing the breath must be
under full control and the muscular action of the variou s parts
making up the voca l organs must be free a nd unconstrained.

When

first attempts were mad e to sing with a throat free from muscu lar

eff ort , the breath tended to rush out and the throat tight ened unconsciously to control it.

Also, when higher tones of the voice

were r equired , muscles tighte ned slightly in order to reach the
pitch.

The same condition fo llowed when at t emp ting to increase the

intensity of the tone.

All o f these faults mad e it plain to the

aut hor and hi s inst ructor that first of all s ome time should he spent

to acquire a method of br ea th control which would permit him to s ing
with the throat open and loos e and functioning unconsciously.

Much

progress has been made in thi s direction.
Much of th e relaxation required to achieve good tone i s achieved
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in the use of the lower jaw.

The larynx, the tongue, and the lower

jaw a r e so intimately connected that to free the lower jaw also
frees the throat.

The author had to learn to drop the lower jaw

when he opened his mouth to sing without tightening any muscles.

In

order that the writer experience this sense of openness and relaxed

jaw required, the instructor had him sing while physically pressing
the cheeks between the teeth with the thumb and forefinger of his
l eft hand.

This forced the jaws apart without muscular action of

jaw or throat being involved.

Also emphasized was the import ance of

the lips and cheeks being free of any tenseness.
After severa l weeks, when some of the characteristics of good
breath control and proper tone production were achieved, emphasis
was placed on tone placement.

To correct a dark, throaty quality of

tone, which had resulted from improper focus, work was begun to

raise the tone out of the back of the throat and focus it higher and
forward into the mask.

This resulted in a much brighter, clearer,

more resonant quality.

Proper tone placement in the mask was con -

sidered to be indispensable in acquiring the clear, brilliant quality
so necessary for good voice projection.

The preparation of solos sung on the recital involved learning
to sing in Italian.

Becaus e the author had not spoken any foreign

languAge, the It a lian text had to be l ear ned phonetically .

However,

singing in Italian was very pl eas ing; in fact, much easier than the

same songs in English.

This is due, not to the translation as might

be supposed, but in the nature of the language itself.

The forward

placement necessary for clean articulation of the consonants and

pureness of the vowels helped rather than hindered tone production.

CONCLUSION
The va lues of undertaking a program of pr eparation for a formal
recital as partial fu l fi llment of an advanced degree are varied .
Initially it would seem that the successfu l performance of the
recital is the only goal involved, but in reality it is only a
manifestation of the successful acquisition and perfection of new
ski ll s, concepts and insights acquired in preparation.

The benefits

of t echnical growth that the performer experienced, in the preparation of his recital, hav e already been mentioned many times in pre-

ceding pages of this paper.

Other benefits of eq ual import ance,

however, are recognized by the writer.

The attainment of a higher

l eve l of musical understanding and the achievement of greater in-

sights into the types and sty l es of the music performed were two
results of the demands of the recital.

Me ntal and physical disci -

plines had to be strengthened in order to prevent les s important
desires and goa l s from interfering with the accomplishment of a suc cessful recital.

The simple pleasure a nd satisfactio n of a success-

ful performance and the emotional impact of personal involvement in
an aesthetic exper ience were rewarding.

The writer feels that the

knowledge, experience, technical and pe rsonal growth, a long with
other va lues received during the preparation of his recital, will

play a very important part in his future.
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